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Here, a desired life in music is grounded in great teaching, demanding 
performance, solid scholarship and devoted love of the art. We are a 
community wholly in love with the study of, creation of, performance of, 
MUSIC! 
- Phyllis Curtin, Dean Emerita 
Boston University College of Fine Arts 
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Wednesday, February 28, 2007 at 8pm 
CFA Concert Hall 
MUIR STRING QUARTET 
in residence at Boston University 
PETER ZAZOFSKY violin 
LUCIA LIN violin 
STEVEN ANSELL viola 
MICHAEL REYNOLDS cello 
Quartet in E Flat Major, Op. 64, No. 6 
Allegro 
Andante 
Menuetto: Allegretto 
Finale: Presto 
String Quartet, Op. 3 
Intermission 
String Quartet in A minor, Op. 41, No. 1 
Andante Espressivo: Allegro 
Scherzo: Presto 
Adagio Molto 
Finale: Allegro Molto Vivace 
PROGRAM NOTES 
Joseph Haydn (1732-1809) 
Quartet No. 52 in E Flat Major, Op. 64 
Joseph Haydn was born in the village of Rohrau in 1732, the son of a wheelwright. 
Trained at the choir-school of St. Stephen's Cathedral in Vienna, he spent some years 
earning a living as best he could from teaching and playing the violin or keyboard, and 
was able to learn from the old musician Porpora, whose assistant he became. Haydn's 
first appointment was in 1759 as Kapellmeister to a Bohemian nobleman, Count von 
Morzin. This was followed in 1761 by employment as Vice-Kapellmeister to one of the 
richest men in the Empire, Prince Paul Anton Esterhazy, succeeded on his death in 1762 
by his brother Prince Nikolaus. On the death in 1766 of the elderly and somewhat 
obstructive Kapellmeister, Gregor Werner, Haydn succeeded to his position, to remain 
in the same employment, nominally at least, for the rest of his life. 
On the completion of the magnificent palace at Esterhaza, in the Hungarian plaint 
under the new Prince, Haydn assumed command of an increased musical establish-
ment. Here he had responsibility for the musical activities of the palace, which included 
the provision and direction of instrumental music, opera and theatre music, and music 
for the church. For his patron he provided a quantity of chamber music of all kinds, 
particularly for the Prince's own peculiar instrument, the baryton, a bowed string 
instrument with sympathetic strings that could also be plucked. 
On the death of Prince Nikolaus in 1790, Haydn was able to accept an invitation to visit 
London, where he provided music for the concert season organized by the violinist-
impresario Salomon. A second successful visit to London in 1794 and 1795 was followed 
by a return to duty with the Esterhazy family, the new head of which had settled princi-
pally at the family property in Eisenstadt, where Haydn had started his career. Much of 
the year, however, was to be spent in Vienna, where Haydn passed his final years, 
dying in 1809, as the French armies of Napoleon approached the city yet again. 
The string quartets of Opus 64 constitute a second set of six quartets for the violinist 
Johann Tost, who had led the second violins of Haydn's orchestra at Esterhaza from 
1783 until his departure for Paris in 1788, although he:. was mentioned as Music Director 
for the Seipp theatre company in Pressburg (the modem Slovak capital of Bratislava) in 
the previous year. In Paris Tost's sale of Haydn compositions caused some trouble that 
may be understood in the light of his earlier suggestion for the pirating of music 
belonging to Prince Esterhaty. In 1790 Tost returned to Vienna, where he married a 
housekeeper in the Esterhaly service, prospering thereafter as a cloth-merchant. Nine 
years later he is heard of again in his suggestion to Spohr that he buy exclusive rights to 
the latter's chamber music, thus securing for himself entry to the houses of rich patrons, 
something that would materially assist his business. The arrangement was one to which 
Spohr assented. Mozart also apparently provided Tost with chamber music, namely his 
last two string quintets. 
The Opus 64 quartets were written in 1790 and announced for sale in the Wiener 
Zeitung in February 1791, with an English edition appearing in London in June of the 
same year, after their performance at concerts under the direction of the violinist-
impresario Salomon at the Festino Rooms in Hanover Square, when the performers 
were Salomon himself, the second violinist Hindmarsh, cellist Menel and viola-player, 
the older Darnen. The first of the set opens with the principal theme played by the first 
violin, joined in its repetition by the second. The movement, which moves into triplets, 
includes examples of bariolage, as the first violin plays the same note on alternating 
strings. The third section recapitulation contains an unexpected modulation, before 
returning to the original key of C major in conclusion. The second movement Minuet 
has a contrasting C minor Trio and is followed by an F major movement marked 
Allegretto scherzando and dominated by its principal theme, the case also with the 
lively Finale. 
Alban Berg (1885-1935) 
String Quartet, Op. 3 
Although Schoenberg had his fair share of pupils, few emerged from their study to 
register as first-rate creators. Even fewer could stand on the level with their teacher. One 
of e most important Schoenberg disciples and, as well, one of the most individually l composers of all time, was Alban Berg 
No greater homage can be paid a teacher beyond the fact that the mysteries he has 
unfolded will not remain dormant but be continued and detailed even further. The 
carrying on of Schoenberg's tradition is present in both Berg's and fellow Schoenberg 
pupil Anton Webern's compositions, together with the all-important fact that their 
individuality is authenticated. 
Compared to Schoenberg's distant, lean, and cool music, Berg's is warm and approach-
able. And although romanticism was just the type of compositional thought that 
Schoenberg abhorred and argued against in his teaching, Berg allowed the air of roman-
ticism to seep into his music, permitting only the cleanest and purest elements to come 
through. 
The Opus 3 quartet was completed in the Spring of 1910 and marks the last composition 
Berg wrote under the supervision of Schoenberg. The music is intense to the point of 
incredibility. The emotion of the piece is a driving force from start to finish. There are no 
bald spots in the composition. The peaks are constant; when there is descent, it is slight. 
The music never drops into relaxation or weakness. This is an early work, so it is not 
surprising that some Wagnerian harmonies come forth, but none are of the sweet-tooth 
variety. Berg's tonal curves and ecstatic pronouncements are of a world unknown to 
Wagner. 
The quartet is polyphonic-completely so, Berg's music is organized in one large 
continued, endless development; this form results from a core of musical ideas which 
sweep together and against each other, only to recoil and begin again. In a sense, Berg's 
quartet is a synthesis of elaborative devices with formal looseness the very means for 
C' actness, in place of thematic thesis-antithesis the music's components individually 
l- instead of being related and compared. The design is not blocked or set in phrased 
sections but is kaleidoscopically continuous. This holds true in the case of the two total 
movements. 
The exploitation of tone color is a further significance, With Berg, musical hues are 
brought into opposition by primary and secondary objectives (warm and cool if related 
to the color wheel of art). Their values are made more luminous or strengthened 
through intensity, covering the gamut from almost gray neutrality to full-scale severity. 
Thus string-instrument timbre is the secondary complexion of Berg's quartet, the filmy 
substance that laces itself between the structural sounds. Color counterpoint, with 
reflection and contrast, is an organic constituent of the composition, with kindred 
motival reflection and comparison, dismemberment, and conjunction that apply in 
sonorous polyphony. 
Robert Schumann (1810-1856) 
String Quartet No. 1 in A minor, Op. 41 
Robert Schumann is in many ways typical of the age in which he lived, combining in his 
music a number of the principal characteristics of Romanticism, as he did in his life. 
Born in Zwickau in 1810, the son of a bookseller, publisher and writer, he shower' 
early interest in literature and was to make a name for himself in later years as a \ . er 
and as editor of the Neue Zeitschrift far Musik, a journal launched in 1834. His father 
encouraged his literary and musical interests and at one time thought of sending him to 
study with Weber, a proposal that was abandoned with the death of the latter, closely 
followed by the death of Schumann's father. 
Schumann's career now followed a more conventional course. In 1828 he entered the 
University of Leipzig, where his attention to his studies was as intermittent as it was to 
be the following year at Heidelberg. He was eventually able to persuade his mother and 
guardian that he should be allowed to study music under the well-known piano teacher 
Friedrich Wieck, whose own energies had been directed with some intensity towards 
the training of his own daughter Clara, a pianist of prodigious early talent. Schumann's 
ambitions as a pianist, however, were frustrated by a weakness in the fingers, whatever 
its true cause, and his other musical studies had, at the very least, lacked application. 
Nevertheless in the 1830s he wrote a great deal of music for the piano, often in the form 
of shorter, genre pieces, with some extra-musical literary or autobiographical associa-
tion. There was an affair with one of Wieck's pupils, later broken off, but by 1835 he had 
begun to tum his attention to Clara Wieck, nine yea~· his junior. Wieck had good reason 
to object to the liaison. His daughter had a career before her as a concert performer and 
Schumann had shown signs of instability of character, whatever his abilities as a com-
poser might be. Matters were taken to an extreme when resort was had to litigation, in 
order to prevent what Wieck saw as a disastrous marriage. 
It was not until 1840 that Schumann was eventually able to marry Clara, after her 
father's legal attempts to oppose the match had finally failed. The couple married in 
September, remaining first in Leipzig, although journeys took place for concert appear-
ances by Clara, generally accompanied by her husband, whose position was of lesser 
distinction. In 1844 they moved to Dresden, where it seemed that Schumann mig· 
recover from the bouts of depression that he had suffered in the earlier days of m~ 
riage. Here again no official position seemed to offer itself and it was only in 1849 that 
the prospect of employment arose, this time in Diisseldorf, where Schumann took up 
his position as director of music in 1850. 
\ 
! 
Mendelssohn had enjoyed an uneasy relationship with the Diisseldorf authorities, and 
Schumann, much less skilled in administration and conducting, proved even less able to. 
cope with the difficulties that arose. The pressures on him led to a complete nervous 
breakdown in 1854 and final years spent in an asylum at Endenich, where he died in 
1856. 
If Schumann's earlier compositions had been chiefly for the piano, 1840 has been 
described as a year of song, with an enormous number of vocal compositions. After his 
marriage he was urged by his wife to tum his attention to larger forms, a piano concerto 
and the first of his symphonies. He had earlier suggested that he should tackle the form 
of the string quartet and made some attempts which remained only as rough sketches 
of what was planned. It was only in 1842, the year of his piano quartet and piano quin-
tet, that he began serious study of the late Beethoven quartets and the quartets of 
Haydn and of Mozart, during a period at home in Leipzig, after he had left his wife to 
continue her concert tour of North Germany without him. This continued at the key-
! with Clara Schumann, after her return in April, together with a study of counter-
i'- . It was Beethoven who provided the most significant model in a form that had 
increasingly seemed out of place in its contemporary musical context. Schumann noted 
his attempt at writing a quartet on 2 June and during June and the following month 
completed all three. They were published the following year with a dedication to his 
friend Felix Mendelssohn. The first quartet had its first public performance at the 
Gewandhaus in Leipzig on 8 January 1843, the second on the same occasion, and the 
third on 18th January. 
The Quartet in A minor, Op. 41, No. 1, starts with an A minor Introduction that demon-
strates the result of Schumann's recent and continuing study of counterpoint, as instru-
ment after instrument enters in imitation. A brief modulation leads to the unexpected 
key of F major for the following Allegro, its principal theme stated by the first violin, 
leading to a series of fugal entries initiated by the viola. Secondary thematic material 
and the repetition of the exposition is succeeded by a central development, which starts 
with a reminiscence of the first subject and again includes a contrapuntal element 
derived from the secondary material. The movement ends with a recapitulation. The A 
minor Scherzo brings obvious reminders of Mendelssohn and the movement includes a 
C major lntermezw, an alla breve in place of the usual triple-metre trio of the traditional 
form, before the return of the Scherzo itself. Introductory bars with a strong implication 
of D minor lead to the first violin melody of the F major Adagio, while the accompany-
ing viola arpeggio figuration suggests the piano, Schumann's own instrument, which is 
seldom far away. The melody is passed to the cello and there is a contrasting central sec-
tion before the principal melody returns. The original key of A minor is restored in the 
sonata-allegro form final Presto, with its extended use of broken thirds and scale pat-
terns in its secondary material. There is a shift to A major and a largely chordal Moderato 
is soon replaced by the more energetic pace that had marked the opening of the 
movement. 
The Muir String Quartet, in Residence at Boston University, has long been acknowledged as 
one of the world's most powerful and insightful ensembles, distinguishing itself among audi-
ences and critics with its "exhilarating involvement" (Boston Globe), "impeccable voicing and 
intonation" (San Francisco Examiner) and "unbridled musicality"(American Record Guide). 
Winner of the 1981 Naumburg Chamber Music Award and 1980 Evian International String 
Quartet Competition, the Muir first appeared on the scene in 1980, and was greeted with 
rave reviews and an extensive feature in the New Yorker. The quartet was also featured on 
the internationally acclaimed PBS broadcast, In Performance at the White House for President 
and Mrs. Reagan. Formed in 1979 following graduation from the Curtis Institute of Music, 
the Muir String Quartet's principal chamber music teachers were Felix Galimir and members 
of the Guarneri Quartet. 
In its commitment to advancing contemporary American music, the Muir Quartet has had 
commissioned works written for them by such distinguished composers as Joan Tower 
(Night Fields), Sheila Silver (From Darkness Emerging), Richard Danielpour (Shadow Dances and 
Psalms of Sorrow - featured on ~BS Sunday Morning), Richard Wilson (Third String Qur 
and Charles Fussell (Being Music -based on poetry of Walt Whitman). The quartet alsc e 
the World Premiere performance of the Native American collaborative work, Circle of Faith, 
featured on National Public Radio. Recently-premiered works include those by esteemed 
American composers Richard Danielpour (Feast of Fools - for bassoon and string quartet), 
Lukas Foss (String Quartet #4), Ezra Laderman (String Quartets #9 and #10), and Joelle 
Wallach (String Quartet #3). 
The Muir Quartet has been in residence at Boston University's School of Music since 1983, 
and gives annual summer workshops at the Boston University Tanglewood Institute (BUTI). 
The Muir has also given master classes at schools nationwide, including the Eastman School 
of Music, the Curtis Institute, and the Shepherd School of Music at Rice University in. 
Houston, Texas. For over a decade, the quartet has taught, coached, and administered the 
Advanced Quartet Program at the Summit Institute for the Arts and Humanities in Utah, for-
merly the Snowbird Institute now in Park City, Utah, where the Muir works in tandem with 
composer Joan Tower. 
In keeping with the quartet's namesake, the great naturalist, explorer and Sierra Club 
Founder, John Muir, the quartet donates proceeds from its much-touted ,EcoClassics CDs to a 
variety of environmental and conservation organizations:· Its recording of the Beethoven 
Quartets (Op. 132 and the Grosse Fugue) on this label received a 1995 Grammy nomination. 
The most recent EcoClassics release is a mixed repertoire CD with flutist Carol Wincenc and 
baritone Douglas Webster. The Muir can also be heard on recording for ADDA/Qualiton and 
EMI, for which it received two Grand Prix du Disque. 
Highlights of recent and upcoming appearances include cities such as New York, Chicago, 
Los Angeles, San Francisco, Philadelphia, Detroit, Vancouver, Montreal, Seattle, Cincinnati, 
Pittburgh, Phoenix, Toronto, Houston, and Minneapolis. The quartet's busy European con-
cert schedule also takes them frequently throughout Germany, France, Austria, Switzerland, 
Belgium, and the Netherlands. 
The Muir has been lauded for its stunning performances of complete Beethoven String 
Quartet cycles of Boston, Providence, Salt Lake City, Bozeman (Montana), the University of 
Maryland, and on the prestigious Slee Series in Buffalo. 
Boston University School of Music 
UPCOMING EVENTS AND PERFORMANCES 
Sunday, March 4, 8pm An Evening of Opera Scenes 
Members of the Opera Institute and Opera Programs 
performing scenes from some of our favorite operas. 
Tsai Performance Center 
Monday, March 5, 8pm Faculty Recital Series 
Tuesday, March 6, 8pm 
Monday, March 19, 8pm 
Monday, March 19, 8pm 
Tuesday, March 20, 8pm 
EDWIN BARKER double bass 
BAYLA KEYES violin 
with DEBORAH DEWOLF EMERY piano 
PETER SYKES harpsichord 
DEBORAH DUNHAM basso continuo 
Works by Vivaldi, Handel, 
Hindemith and Handel-Halvorsen 
Tsai Performance Center 
Boston University Symphony Orchestra 
DAVID HOOSE conductor 
PETER ZAZOFSKY violin 
Bridge Lament 
Dohnanyi Violin Concerto No. 1 
Shostakovich Symphony No. 15 
Tsai Performance Center 
Trombone Choir 
DON LUCAS director 
Works by Frank, Bolter, Bourgeois, 
Popp, Bernstein and Piazzolla 
CFA Concert Hall 
Richmond Competition Winners Recital 
JOU WON LEE piano 
Tsai Performance Center 
Faculty Recital Series 
ANTHONY DI BONAVENTURA piano 
Works by Mozart, Liszt and Beethoven 
Tsai Performance Center 
CFA Concert HalL 855 Commonwealth Ave. 
Tsai Performance Center, 685 Commonwealth Ave. 
www.bu.edu/cfa 
FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual 
contributions, believe in the importance of supporting gifted student musicians 
through their educational activities, events, programs, and performances. We invite 
you to join the Friends of the School of Music at the College of Fine Arts and help 
support the talented young artists of Boston University. 
$50,000 and above 
Surdna Foundation, Inc. 
$10,000 to $49,999 
Drs. John A. and Harriet S. Carey 
Mr. and Mrs. Saul B. Cohen 
Jeff and Ann Gelfon 
Margaret S. Lindsay Foundation 
Robert and Sharon Ryan 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Dr. and Mrs. Thomas R. Castle 
Clovelly Charitable Trust 
Ann and Gordon Getty Foundation 
Mr. and Mrs. Richard Grausman 
The Ushers and Programmers Fund 
Ms. Diane Young 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Mr. and Mrs. L. P. Byler 
Mrs. Ellen B. Kazis-Walker 
Dr. Lillie M. Kumar 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Ms. Dorothy D. Cameron 
Richard D. Carmel Charitable Remainder Trust 
Ms. Phyllis Curtin 
Mr. Frank A. D'Accone 
Dr. Edna L. Davis 
Chet and Joy Douglass 
Mr. William E. Earle 
Jenny Shader Hersch 
Mr. Blake W. Hinson 
Ms. Phyllis Elhady Hoffman 
Larry G. and Ann Howard Jones 
Mr. Robert E. Krivi 
Mr. John E. Loveless 
Ms. Andrea Okamura 
Mrs. Amy Abrich Shemin 
Mr. Joel Sheveloff 
Mr. and Mrs. Charles A. Stakely 
Ms. Helen J. Steineker 
Avedis Zildjian Company 
Ms. Craigie A. Zildjian 
$500 to $999 
Mr. Bradley M. Bloom 
Ms. Deborah K Delano 
Mrs. Ann B. Dickson 
Mr. and Mrs. Stephen B. Esko 
David Feigenbaum 
Colonel Capers A. Holmes, USAF(Ret.) 
Dr. Jimmie L. Jackson 
Mrs. Becky H. McKibben 
Ms. Maureen Meister 
Mr. and Mrs. Virgil A. Procaccino 
Mr. Keith Snell 
Mrs. Nancy L. Trentini 
$250 to $499 
Dr. Apostolos A. Aliapoulios 
Mrs. Elizabeth S. Anderson 
Ms. Margaret R. Bennett 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mr. Dennis A. Clements 
Ms. Allison Fromm Entrekin 
Mrs. Carolyn B. Fowles 
Mr. Eugene Guberman 
Mrs. Ruth E. Hathaway 
Ms. Julia.A. Hennig 
Mr. and Mrs. James L. Loeb 
Newburyport Choral Society 
Mr. Marlow E. Peters 
Mr. Pierluigi Petrobelli 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotnick 
Mr. Ira Taxin 
Mr. John Alan Wickey 
Mr. and Mrs. Robert A. Youmans 
Dr. and Mrs. Egon P. S. Zehnder 
This list represents donors who have generously supported our programs for the past twelve month 
September 21 , 2006. Due to program deadlines, some donor names may be absent from this list. We tnank 
you for your understanding. For more information on how you can support the Boston University College of 
Fine Arts and School of Music, please contact Chris Santos, Director of Development and Alumni Relations, 
Bo_ston University College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215, at 617-353-2048 or 
ccsantos@bu.edu. 
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STRINGS 
Steven Ansell t>iola' 
Edwin Barker double bass• 
Cathy Basrak, viola 
Bonnie Black pedagogy• 
Lynn Chang violin 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Bayla Keyes violin' 
Michelle LaCourse viotn• 
Lucia Lin violin• 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin ' 
lkuko Mizuno violin 
Richard Mackey horn 
Thomas Martin clarinet 
Richard Menaul horn 
Craig Nordstrom clarinet 
Elizabeth Ostlingflute 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero bassoo11 
Eric Ruske lrorn • 
Robert Sheena English horn 
Ethan Sloane clarinet• 
Samuel Solomon percussion 
James Sommerville horn 
Linda Toole flute 
John Muratore, g11itar PIANO 
Ge<>r<>e Neikrug cello++ Jonathan Bass• 
J: rleans double bass Anthony di Bonaventura• 
I.A. 'amas cello Maria Clodes-Jaguaribe• 
Ann Hobson Pilot harp Linda Jiorle-Nagy 
Barbara Poeschl-Ed rich Jrarp Randall Hodgkinson 
Michael Reynolds cello• Michael Lewin 
Rhonda Rider cello Victor Rosenbaum 
Todd Seeber double bass 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell, lute 
Marilyn McDonald 
Baroque violi11 
Emlyn Ngai Baroque violi11 
Martin Pearlman• Baroque 
e11sembles 
Robinson Pyke 
natural trumpet 
Marc Schachrnan 
Baroq11e oboe 
Jane Starkman 
Baroque violin, viola 
Daniel Stepner 
Baroque violin 
Peter Sykes• harpsichord 
MUSICOLOGY 
Roman Totenberg violin++ COLLABORATIVE PIANO Victor Coelho• 
Michael Zaretsky viola Shiela Kibbe• Brita Heimarck• 
Peter Zazofsky violin• Robert Merfeld Thomas Peattie• 
WOODWINDS, BRASS, 
and PERCUSSION 
Laura Ahlbeck oboe 
Ken Amis tuba 
ORGAN 
Nancy Graner! 
Peter Sykes• 
Peter Chapman trumpet VOICE 
Geralyn Coticone flute Michelle Alexander 
Dorio! Dwyer flute Sarah Arneson• 
Terry Everson trumpet• Penelope Bitzas• 
John Ferrillo oboe Kendra Colton 
Richard Flanagan perrnssion Sharon Daniels• 
Joseph Foley trumpet James Demler' 
Timothy Genis percussion Simon Estes• 
Ian Greitzer clarinet Jodi Goble 
Ronald Haroutounian Phyllis Hoffman• 
bassoon Frank Kelley 
Scott Hartman trombone Susan Ormont 
John Heiss flute Jerrold Pope• 
Gregg Henegar bassoon Maria Spacagna 
Daniel Katzen Jrorn 
Renee Krimsier flute 
Lynn Larsen /zorn 
Don Lucas trombo11e• 
Joshua Rifkin 
Andrew Shenton• 
Joel Sheveloff" 
Jeremy Yudkin• 
THEORY and 
COMPOSmON 
Martin Amlin• 
Theodore Antoniou• 
Deborah Burton • 
Richard Cornell' 
Lukas Foss 
Osvaldo Golijov 
Samuel Headrick• 
David Kopp• 
Rodney Lister' 
Elena Roussanova Lucas 
Timothy Melbinger 
Ketty Nez• 
John Wallace• 
Steven Weigl' 
COLLEGE OF FINE ARTS ADMINISTRATION SCHOOL OF MUSIC 
MUSIC EDUCATION 
Bernadette Colley 
Andre de Quadros• 
Joy Douglass 
David Hebert' 
Warren Levenson 
William McManus• 
James Merenda 
Sandra Nicolucci• 
Anthony Palmer 
Evan Sanders 
Steven Scott 
CONDUCTING 
Bruce Hangen 
David Hoose• 
Ann Howard Jones• 
David Martins 
Scott Metcalfe 
OPERA INSTITUIE 
Ramelle Adams 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels• 
Ruth Benson Levin 
William Lumpkin• 
Adam McLean 
Robert Najarian 
Betsy Polatin 
Christien Polos 
Maria Spacagna 
Jeffrey Stevens 
Georgia Talbot 
Allison Voth• 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick 
Jocli Goble 
Phillip Oliver 
David Richardson 
Lorena Tecu 
•Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
w,•· eissner, Dea11 ad interim PRODUCTION DEPARTMENT 
/' e Quadros, Director, Sclrool of Music Diane McLean, Stage Manager 
Jit. osa, Director, School of111eatre Martin Snow, Keyboard Technician and Restoration 
Lynne Allen, Director, School of Visual Arts Roberto Toledo, Recording Studio Manager 
Patricia Mitro, Assistant Dean, Enrollment Services Chris Wilson, Recording Engineer 
Ellen Carr, Executive Director of External Relations Whitney Guy, Scheduling and Programs Coordinator 
Mary P. Squiers, Executive Operations Officer• Kris Sessa, Libraria11 
Janine Rinke, Acti11g Director of Admissions and Student Affairs' 
Anthony Enslow, Executive Assistant• 
Chris Santos, Director of Developme11t and Alumni Relations 
•-indicates employee of the School of Music 
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